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PAINTINGS. 


A. Durer. Lhe All Saints’ Altarpiece. 


Photogravure by Messrs. Braun, Clement & Co., of “Dornach and Paris, from the original picture, on 


oak (56 x 48in.), im the Imperial Pitture-Gallery, Vienna. No. 1445. 


A) HE subject of the picture is the Adoration of the Trinity by Angels, the Saints 
“wy “2 of the Old and New Testament, and the Church on earth. In the centre 


of a circle of Cherubim, the Dove floats over the head of the First Person 
of the Trinity, Who supports the Crucifix. The Father’s feet rest on a rain- 
bow. His mantle is held by the two foremost of a group of angels on 
either side, the remainder of whom carry the instruments of the Passion. The two lower groups 
are headed respectively by the Blessed Virgin and St. John the Baptist, who hold the same 
position as they would take in a painting of the Last Judgment. The Madonna is accompanied 
by a host of Virgin Martyrs, amongst whom we can distinguish, to the right of the Madonna, 
St. Agnes and St. Dorothy, and to the left St. Catherine and St. Barbara. The remainder have no 
attribute except the palm of martyrdom. The person in clerical dress, immediately to the left of 
the Baptist, is evidently a portrait from life, and the reason for the position assigned to him is 
not clear. Behind the Baptist are David and Moses, and a crowd of men and women, believed 
to represent characters from the Old Testament. The omission of the male saints and martyrs of 
the Christian Church is remarkable. 

At a lower elevation, but still resting on clouds, we see a circle, interrupted only in front, 
of men and women who are typical of all ranks and occupations in the Church militant. To the 
left kneel the clergy, headed by Pope and Cardinal, with monks and nuns of various orders. The 
farthest nun on the left has the distinctive head-dress of the Brigittines, who had numerous 
convents in Germany at that date. The aged man with long hair, to the left of the Cardinal, 
is the donor of the picture, Matthaus Landauer. To the right we see the laity, headed by 
Emperor, King, Elector, Doge and Oriental Prince. Then come a knight, splendidly dressed, a 
peasant with a flail, and on the right a number of women, one of whom wears the well-known 
large white head-dress which Durer had already introduced into his woodcut of the Marriage of 


the Virgin, from the water-colour drawing of 1500 (now at Vienna), which he described as “A 


Woman of Nuremberg going to Church.” 
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» VIENNA, WITH THE MODERN FRAME, 


THE ALL SAINTS’ ALTARPIECE 


From this lowest circle of figures our eyes are carried downwards to the earth, where we 
see an undulating landscape with scattered trees on either side of a lake or estuary. To the right 
stands Durer himself, handsomely dressed in a fur-lined’ mantle, as in the “Feast of the Rose- 
Garlands,” where his portrait was similarly introduced. He holds a tablet with the inscription: 
“ALBERTVS DVRER NORICVS FACIEBAT ANNO A VIRGINIS PARTV 1511,” followed by the monogram. 


The picture was painted by Durer in 1511, for the chapel, dedicated to All Saints, in the 


Landauer Cloister or House of the Twelve Brethren, an alms-house for twelve old men at Nurem- 
berg, which was founded by Matthaus Landauer, a copper-smith and bronze-founder, in 1501. The 
chapel was finished in 1508, and the sketch at Chantilly for picture and frame together, which 
bears that date, shows that the commission was given to Durer at the time of the building of the 
Chapel, though he did not find time to carry it out till three years later, when he modified his 
original design considerably. The beautiful Renaissance frame of carved wood, painted and gilt, 
which Durer designed for his picture, remained behind at Nuremberg, when the Town Council, in 
1585, allowed the Emperor Rudolph Il. to purchase the picture for 7oo florins, and take it away 
to Prague. The picture was removed at some later date to Vienna, and became a part of the 
Belvedere Collection in 1780. Unlike the majority of Durer’s important pictures, it is_ still. in 
perfect preservation, and gives a better idea of his colouring and method of painting than any 
other work. The prevailing colours in the groups of saints are blue, green and pink; in the 
costumes of the lower rank of figures there is much red and gold. Of the composition there is 
no need to speak, for the plate does full justice to the design. 

The reproduction in the text is from a photograph of the original picture at Vienna, enclosed 
as it now is in an accurate modern copy of the frame, carved by J. L. Geiger, in 1881. This 
gives, no doubt, the best idea of the original appearance of the altarpiece. The original frame 
itself, which remained at Nuremberg, and is now preserved in the German Museum, with a winder 
copy of the picture placed in it, is somewhat damaged. When described by Thausing, it had lost 
the angel seated on the top and the little figures in the frieze. The latter were subsequently 
discovered at Ratisbon, and restored to their place. The subject of the upper part of the frame 
is the Last Judgment; in the frieze the souls of the saved and the lost are being conducted to 
the abodes respectively assigned to them. In the beautiful predella of the frame, with its 
pattern of grapes and tendrils of the vine, the arms of the donor are introduced on either side 
of a tablet with an inscription in Gothic characters to this effect: “‘ Matthaus Landauer has at 
length finished the Chapel of the Twelve Brethren, the said foundation and this. picture withal, 
in the year 1511 after the birth of Christ.” He did not long survive the completion of the 
work in which he took so just a pride, for he died in 1515, and was buried before the altar 


in the Chapel which he had founded. 


II. 


A. DurER. Portrait of a Young Man, 1500. 


Photogravure from the painting, on wood (12% X 10%in.), in the Collection of Her Majesty the Queen, 


at Hampton Court Palace (by special permission of H. M. Office of Works). 


This interesting portrait has been for a long time in the royal collection. It appears 
in the catalogue of Charles I.’s collection, as “a red-faced man’s picture, without a beard; in a 
long reddish hanging; in a black cap, and with a black habit lined with white fur; a little of 
his white shirt and red waistcoat seen; painted upon board; done by Albert Durer.” 

At the dispersal of the royal collection by the Parliamentary Government “A young man’s 
head by Albert Durer” was sold to Mr. Grinder on October 23rd, 1651, for £60. The picture, 
however, found its way back to the royal collection, for in the catalogue of James II.’s collection 
it reappears as “a man’s head, red hair and a black cap, with a fur gown, by Albert Durer.” 

This portrait for a long time escaped notice as an original work by Albrecht Durer. It was first 
reproduced in a monograph by Mr. Claude Phillips on “The. Picture Gallery of Charles I.” (No. 25 of 
“The Portfolio” for January, 1896, p. 108.) Mr. Phillips justly remarks that “the style of the picture 
shows the influence of Venetian portraiture as it was developed under the influence of Antonello da 
Messina.” The reproduction, there given, was taken from the portrait within the frame, whereas the artist’s 
signature and the date 1506 are clearly discernible in the space above the head, at present concealed by 
the frame. The portrait is, therefore, now reproduced in its entirety for the first time. 

In October, 1898, Mr. Lionel Cust, while paying a visit to the original painting by Albrecht 
Durer of “The Feast of the Rose-Garlands,” preserved in the Monastery of Strahow at Prague, was 
struck by the resemblance between the portrait at Hampton Court, and that of a young man, 
evidently a German, who appears, with a black cap on his head, behind and to the left of the 
Patriarch, who kneels on the right-hand of the Central Group in “The. Feast of the Rose-Garlands.” 
Further examination showed the two to be identical. The pictures were painted in the same year, 
and the Venetian origin of the Hampton Court portrait is thereby corroborated. An interesting link 
is thus gained in the history of Albrecht Durer at Venice. The young man must have been one 
of the community resident in the Fondaco de’Tedeschi, and, since Durer introduced his portrait into 
this picture, painted for the church of. the German community, the young man must have held a 
prominent position among them, and been closely associated with Durer himself. 

On communicating this discovery to Mr. Ernest Law, author of the Catalogue of the Royal 
Gallery of Pictures at Hampton Court, Mr. Cust ascertained that the same discovery had been made 
quite independently by Mr. Law after comparing the portrait at Hampton Court with the reproduc- 
tion of “The Feast of the Rose-Garlands” given in Mr. Cust’s monograph on “The Paintings and 


Drawings of Albrecht Durer.” The connection between the two paintings is suggested by Mr. Law 


in the new illustrated edition of the Hampton Court Catalogue, published in 1898 (No. 589). 


The Virgin adoring the new-born Child. 


| 
II] 
LORENZO DI CRED! (Florentine School, b. 1459, d. 1537). | 
Collotype from the painting in the Uffizi Gallery, Florence. No. 1287. 
This 


is one of five pictures mentioned by Ephrussi, into which Lorenzo di Credi has 
introduced the same figure of the Infant Saviour—the figure which Durer copied in 1495 (see 
Pl. V.) The others are in the Accademia, Florence, the Uffizi (a different picture from that here 


reproduced), and the Munich and Carlsruhe Galleries. 


DRAWINGS. 


IV. 


A. Durer. Portrait of himself as a Youth. 


From a pen and ink drawing (7% x 7%in.) im the University Library, Erlangen (Lippmann 429). 


BHIS drawing was first recognised and published as an early portrait of Durer 
by Dr W.. von Seidlitz, im 1894. - The. inscription, ~Martin: -Schon conter- 
feit,” and the date 1465, are late additions to which no importance whatever 


is to be attached. There is just so much ground for the attribution to 


Schongauer, that the drawing of a Holy Family on the other side of the paper 
shows the young artist strongly under the influence of Schongauer’s engravings. Since the first | 
publication of the drawing, it has been observed by more than one critic that the said Holy : 
Family is a study for Durer’s early engraving of the Madonna with the Dragon-fly, and this discovery 
is an interesting confirmation of the attribution of the portrait on the other side, as well as the 
the Holy Family itself, to Durer. The attribution has been universally accepted on the twofold 
ground of resemblances of style to the authenticated drawings of Durer’s youth, and of the 
resemblance of the features to the early portraits of Durer. This portrait must be placed some- 
where between his drawing of himself as a boy of thirteen, in 1484, at Vienna, and the painting 
of 1493, in the Felix- collection at Leipsic. His appearance is that of a lad about seventeen or 
eighteen, and the drawing is probably to be dated about 1487-89. At this time Durer was 


a pupil in Wolgemut’s studio; but the artist on whom he was really forming his style was 


| 
| 
Schongauer, whom he was destined never to meet in this world. : 


V. 


A. DUrER. The Infant Christ, after Lorenzo de Credi. 


From a pen and ink drawing (6% x8%in.), signed and dated 1495, in the Collection of Baron F. Schickler, 

Paris (Lippmann 384). 

Durer has drawn the Child in exactly the same position as_ it occupies in the Uffizi 
picture, and in the same direction. It is not necessary to suppose that Durer had actually seen 
either this or any other painting by the Florentine master. Indeed, he could hardly have done 
so, at that time, without visiting Florence itself. It is more probable that he copied the 
drawing which Lorenzo di Credi turned so often to account, as he copied engravings by Mantegna 
in 1494, and a drawing by another Florentine, Pollaiuolo, in 1495. Such studies, or copies of 
them, would circulate, like engravings, either in Italy or beyond the Alps, far more readily than 


pictures. 


VI. 


A. DURER. The Hermit Saints, Antony and Paul. 


From a pen and Indian ink drawing (8% x 9%in.) in the Colle@ion of Prof. ‘Blasius, Brunswick 


(Lippmann 141). 


A raven brings a divided loaf in its beak to St. Paul, who sits to the left, while St. 
Antony falls on his knees in astonishment at the miracle. The attributes of the latter saint, a 
staff with a cross at the top, and a bell, lie on the ground near him. 

The drawing, as some early owner of it has recorded in a note (Dz ist die erste 
fissierung zu seine gedanke gewest; “this was the first sketch for his idea”) was a first idea 
for the woodcut B. 107 (PI. xvill.), in which the composition is retained with many modifications, 


especially in the position of St. Antony, and converted from an oblong to an upright shape. 


VIL. 
A Durer. The “ Weierhaus,” near Nuremberg. 


Monochrome reproduction of a water-colour and body-colour drawing (8% x 8¥in.), signed but not dated, 


im the ‘British Museum, from the Sloane Collection (Lippmann 220). 


The “Weierhaus,” the name of which is written on the drawing in Durer’s hand, 
was a small timber and plaster building standing among willows on an island in the Pegnitz, 
to the east of Nuremberg, which served as an outpost in connection with the fortifications of 


the town, and was used at a later date as a powder-magazine. The house was in existence 


till quite recent times. This sketch is one of several which have been preserved, at Bremen and 


Ee 
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elsewhere, of the environs of Nuremberg, taken by Durer after his return from his ‘‘ Wanderjahre” 
in 1494. His careful studies of landscape from nature are probably the earliest examples of land- 
scape painting in water-colours for its own sake, and not as a mere adjunct to a figure subject, 
as in miniature painting. The present example is painted chiefly in body-colour, with washes of 
transparent water-colour, especially in the clouds and the low blue hills in the distance. The sedges 
in the foreground, the willows and water-plants round the banks of the island and the reflection 
in the water, are drawn with extreme delicacy and finish. The time of day is towards evening, 
in cloudy weather, and the colouring is cool, soft blue and green tints prevailing; there is brown 
sand on the near side of the river, the red tiles of the roof give a touch of warmer colour, and 
there are yellow, watery gleams in the sky, most of which has a greenish tint, while the darker 


clouds at the top are purple-grey. 


As is well known, Durer introduced the ‘‘ Weierhaus,” with 


its island and willows, reversed from the drawing, into the background 
of his engraving, the Virgin with the Monkey (Pl. XIII). The same 
landscape was adopted—of course, from the engraving—by Giulio 
Campagnola, in his Rape of Ganymede (PI. XIV.). 1 am indebted 
to Herr Karl Giehlow, of Berlin, for a reference to another copy, 


hitherto quite unknown, of this popular building, in a small French 


FROM A WOODCUT PUBLISHED AT PARIS, 


ics woodcut of 1543, which is reproduced here as an illustration in the text. 


The cut is from “Orus Apollo de A:gypte de la fignification des notes Hieroglyphiques des 
Aegyptiens, ceft a dire des figures par les quelles ilz efcripuoient leurs myfteres fecretz, & les 


° 


chofes fainctes & diuines,” Paris, Jacques Kerver, 1543, 8.° Another edition was published in 1553 
with a different title: “LES SCVLPTVRES OV GRAVEVRES SACREES d’Orus Apollo, Niliaque, ceft 
a dire voyfin du Nil, lefquelles il compofa luy mefme en fon langage Egyptien, & Philippe les meit 
en Grec.” The cuts also appeared in the editions, with Latin text, of 1551 and 1574 (Brunet). 
This subject occurs on p. Db ilii., with the words “Comment ilz fignifioent la nouuelle lune,” and a 
paragraph explaining that the baboon is to be found in the attitude of prayer, giving thanks to God, 


on the appearance of a new moon. I have not found any other plagiarisms from Durer in the book, 


though the style of the woodcuts throughout betrays the influence of German art. 


VIII. 


A. Durer. A Castle on a Rock. 


Monochrome reproduction of a water-colour and body-colour drawing on vellum (4% x 5%in.) in the Louvre 
(Lippmann 301). 
The castle and rock are precisely as they appear on the left and at the top of the engraving 


of St. Eustace (Pl. XV.). The exact correspondence of details, even to the flight of birds in the 


sky, and the fact that the drawing is in the same direction as the print, suggest a suspicion that 


the former is a copy from the latter, but its authenticity does not seem to have been disputed. 
Ephrussi mentions it (p. 110) among the drawings which he supposes Durer to have made in the 
Tyrol on his way from Nuremberg to Venice in 1505, but almost all authorities concur in placing 
the engraving before the second Italian journey, and the drawing, if genuine, must in that case be 
referred to an earlier date. It has lately been described by Dr. Berthold Haendcke, in his book on the 
Chronology of Durer’s Landscapes (Studien zur Deutschen Kunstgeschichte, Heft 19, 1899, pp. 10-11), - 
as a positive documentary proof that Durer visited Italy before 1505. This writer lays special stress 
on the shape of the battlements of the castle. These are of the ‘“ Swallow-tail” type, which in 
Italy is a characteristic of Ghibelline as opposed to Guelf buildings. Battlements of this type 
scarcely occur outside Italy except in the adjoining Canton Ticino, in the Tyrol and in Lower Austria, 
north of the Danube. Taken in conjunction with other evidence that Durer’s route to Italy lay 
through the Tyrol, the drawing may be held almost with certainty to represent a Tyrolese castle,. which 


Durer will have sketched about 1494. 


IX. 
A. Durer. Study of a Greyhound. 
From a brush-drawing (5* x 7%in.) at Windsor Castle (Lippmann 388). | 


The same dog appears (reversed) in the engraving of St. Eustace (Pl. XV.). 


X. 


A. Durer. Sketch of the All Saints’ Altarpiece, with the Frame. 


From a pen and ink drawing, washed with water -colours (15% x 10%in.), signed and dated 1508, in 


the Musee Conde, Chantilly (Lippmann 334). 


The drawing, from the Denon, Andréossy and Reiset Collections, is among the works of art 
presented by their late owner, the Duc d’Aumale, to the Institute of France. 

The greater elaboration of the frame, as compared with the composition to which it is | 
attached, proves that the drawing was made mainly with a view to the former. The frame, too, 
as completed, exhibits fewer variations from the sketch than does the picture itself, and one might 
suppose that it was carried out soon after the date of the design, were it not for the tablet placed 


upon it by Landauer, the donor, to record the completion of the whole in is11. It was Duret’s 


habit to use water-colours—pink, green, yellow and violet (here replaced by blue), being the prevailing 


tints—in his most elaborate drawings (based upon previous chalk or pen and ink Studies), which 


were intended to represent approximately the appearance of a work which was to be carried out 


in another medium.’ Comparing the composition, as sketched, with the finished picture, it will be 
observed that the angels with the instruments of the Passion are wanting; the Cherubim bear up 
the mantle of the Almighty, instead of forming a circle round the Dove; no women are introduced, 
except in the group of saints headed by Our Lady; the kneeling Donor is omitted; Moses is 
placed in the lower group, behind the Emperor, instead of following the Baptist; and there is no 
portrait of Durer himself. The design for the columns, base and predella of the frame is less 


elaborate than that which was ultimately adopted. 


XI. 


A. Durer. Portrait Sketch of Matthaus Landauer. 


From a charcoal drawing (8% x 7%in.), signed and dated 1511, in the Stadel Institute, Frankfort on the 


Maine; purchased for £72 at the sale of Mr. W. Mitchell’s drawings in 1890 (Lippmann 75). 


The indistinct inscription in Durer’s hand, ‘‘Landawer styfter”, identifies the lean face with 
aquiline nose and long hair as that of the donor of the All Saints’ Altarpiece, who appears in a 
prominent place on the left-hand side of the picture. No other study for the picture has been 
preserved, with the exception of the general sketch, in water-colours, at Chantilly, and the pen 
and ink drawing of the Dove, formerly in the collection of the Marquis de Chennevieres, at Paris 
(Ephrussi, p. 171). This drawing was purchased from M. de Chenneviéres some years ago by 


M. Thibaudeau, but all trace of it has now been lost. 


STUDY OF THE DOVE, ALL SAINTS’ ALTARPIECE. 


By the courtesy of the editor of “Die Graphischen Kunste” (Vienna) we are enabled to 
reproduce the reduced facsimile which appeared in that periodical in 1887 (x. 12), the only reproduction 


of the drawing hitherto published. 


: A design for painting a house is described by Diirer himself in his Netherlands Diary as “ Ein Visirung mit halben Farblein und gerissen,” 


i.e., a pen-drawing with a light water-colour wash. (Diirer’s Schriftlicher Nachlass, 152). 


XII. 


Tinan. Lhe Conversion of St. Eustace. 


From a pen and bistre drawing (8% x 12%in.), im the British Museum (purchased 1895), from the collections 


of “Baron ‘Denon, W. E. Esdaile and the late John Malcolm of Poltalloch. 


This very fine and characteristic drawing by the great Venetian master represents a subject 
of rare occurrence in Italian art, and peculiarly associated with the name of Durer. It is interesting 
to compare the breadth and simplicity of Titian’s treatment of it with the somewhat crowded 
composition and laboured workmanship of the German artist, while the expression of the Saint is 


in no way inferior to that of Durer’s St. Eustace in intensity of religious feeling. (See Pl. XV.) 


ENGRAVINGS. 


XIII. 


A. Dorer. The Virgin with the Monkey. 3. 4. 


Photogravure. 


copied, is of quite early date, about 1497—after Durer had surmounted the 
initial difficulties of technique, but before he attempted subtle suggestions of 


colour by varieties of texture. The lower part of the Virgin’s left sleeve 


should, however, be noticed as an advance in this direction. The landscape 
on the right, as has been stated already, is borrowed from the drawing of the Weierhaus in the 
British Museum. | think it has not been noticed before that the large tuft of grass to the left of 
the Child is taken from the same drawing, where it grows on the right bank of the river in the 
foreground. The object which the Child is holding in his left hand is a sucking-bag. Such linen 
rags, in which sugar and bread are wrapped up, are given to children in Swabia to the present 
day, and are known by the provincial names of Lutscher, Schnuller, or Schlotzer (P. Heitz. 
Neujahrswuinsche des XV. Jahrhunderts, 1899, p. 13, note). 

It is waste of time to search for allegorical meanings 
in the monkey. Durer had taken a sketch of one, which 
interested him, and he thought it would do conveniently for 
his foreground here: that is probably the whole history of 
the animal, so far as Durer was concerned. It reappeared 
later, however, as the accompanying illustration shows. 

An unknown engraver of the beginning of the 16th 
century has copied the monkey in the reverse direction, quite 


exactly, except that he has put into its fore-paws a. tall 


flowering plant torn up by the roots. The ring to which its 

ANONYMOUS Copy OF DURER'S MONKEY (Heller 642.) Strap and chain are attached is fastened to a tree stump, 
From the impression in the Royal Print -Cabinet, Dresden. 

instead of the low plank fence. As the engraver has omitted 

to indicate the ground, the monkey appears to be sitting on air. The copy belongs to a set of 

animals by the same hand, fourteen of which have been described. Thirteen of them are to be 


found in a single collection, at Wolfegg in Wurtemberg, and impressions of several of the plates 


are by no means rare. Another of these prints, two little pigs feeding from a wooden bucket, is 


copied in reverse from Diurer’s engraving of the Prodigal Son, while a third, a boar, seems to be 


a copy from the animal which appears to the right of the Prodigal in Durer’s drawing of this 
subject, but is placed in a different position in the engraving. The series has been described by 
Dr. Max Lehrs in the Vienna publication, Chronik fur Vervielfaltigende Kunst, 1888, I. 6o. 

Durer’s monkey also appears in a picture of Christ Among the Doctors in the Temple, in the 


Dresden Gallery (No. 1877), one of a Series of pictures by a pupil of Durer, perhaps Schaufelein. 


XIV. 


GIULIO CAMPAGNOLA. The Rape of Ganymede. B. 5 (Second state). 
Photogravure. 


The landscape is borrowed from Durer’s Virgin with the Monkey. 


Giulio Campagnola, painter and engraver, was born at Padua about 1481. His father, 
Girolamo, was a scholar, author and connoisseur of art, intimate with Mantegna and the disciples 
of Squarcione. The son is said to have been one of those cases of precocious genius which were 
so common at the time of the Renaissance. He was already scholar, musician, painter and sculptor, 
if an early account of him may be believed, before he was summoned in 1498, at the age of 
seventeen, to the court of Ercole I., Duke.of Ferrara. Nothing more is known of his life, but he 
is said to have been living in 1513, and his engravings certainly belong to the sixteenth century. 
He seems to have been less an original artist than a fervent admirer of the works of Mantegna, 
Bellini, and, above all, of Giorgione, some of whose designs he engraved. No paintings by him 
are known to exist. It is uncertain what relationship he bore to the better-known Domenico 
Campagnola. He introduced an interesting innovation in the technique of engraving by the practice 
of a kind of stippling done actually with the point of the graver, and hence incorrectly described 
as opus mallei. some of his prints. afe executed entirely im dots. The best account of 


Campagnola is that by E. Galichon in the Gazette des Beaux-Arts, 1862, XIII., 332. 


XV. 


A. DoRER. Ot. Eustace. x. ¢7. 
Photogravure. 


St. Eustace was an officer in the Roman army under the Emperor Trajan, and was known 
as Placidus before his conversion. He was famous even then for his charity to the poor, as well 
as for his prowess in the chase. One day, while hunting, he pursued a white stag, which led 
him away to a solitary place. Suddenly it sprang upon a rock, stood still, and turned towards him. 
Placidus was amazed when he beheld between its horns, in a dazzling light, the figure of Christ 
upon the Cross. He fell upon his knees when the Crucifix, or, as some say, the stag itself, 
spoke to him and said: “Why dost thou pursue me?e I am Christ, whom thou hast worshipped 


in ignorance till now.” Placidus professed his faith, and after foretelling what trials he should 


undergo, the stag vanished from his sight. He returned home and went that very night to the 
Pope, to be baptised, with his wife and two sons. After many romantic adventures, Eustace at 
length suffered martyrdom under Hadrian for refusing to offer incense to the gods at a thanksgiving 
ceremony after a successful battle. 

The same legend of the apparition of a stag with a crucifix is related of St. Hubert, who 
was hunting in the Ardennes when his conversion took place. St. Hubert became Bishop of Liége, 
and died in 727. It is certain that Durer intended his engraving for St. Eustace, not for St. 
Hubert, as he repeatedly alludes to it by the former name in his Netherlands Diary. 

This is the largest and one of the most elaborate of Durer’s engravings. Opinions differ as 
to its date. It has been placed as early as 1497, and as late as 1509. Thausing places it about 
1504, and regards it as rather earlier than the Nemesis, an opinion in which Mr. S. R. Koehler, of 
Boston, concurs, in his Chronological Catalogue of the Grolier Club Exhibition of Duret’s Enegravings, 
1897. All the prints of that period are very delicate in execution, and the evident prominence 
given to the horse speaks for a date not far removed from that of the “Great Horse” and 
“Little Horse,” and the “St. George,” all engraved in 1505. The engraving deserves more praise 


for the wonderful execution of separate details than for composition. 


XVI. 


A. DURER. The Engraved Passion. (the first eight subjects.) 


Photogravures. 
1. FRONTISPIECE—THE MAN OF SORROWS =" 1500 = Bs 3. 
2. CHRIST ON THE MOUNT OF OLIVES - = 1500 = Bs. 4 
3, THE BETRAYAL OF ‘CHRIST = 9+) =~) =. igo8 2 -= B.: 5. 
4. CHRIST BEFORE CAIAPHAS - = = G2 - B,, ©: 
5; “CHRIST. BEFORE: PILATE eae Se 8 ee Ue = Be. 7: 
6. THE SCOURGING OF CHRIST - - = ig ie - Ba 
7. CHRIST CROWNED WITH THORNS - == UG 2 = BG 


8. CHRIST SHOWN TO THE PEOPLE - = 05a = B10: 


WOODCUTS. 


XVII. 
A. Durer. Lhe Virgin with the Hares. 3. 102. 
Facsimile of the impression in the collection of Mr. Gustav Mayer. 


HIS print belongs, like the “Samson” in our first series, to the group of large 
early woodcuts, uniform in size and style, which may be dated about 1496-98, 


the period of the Apocalypse and the earlier subjects of the Great Passion. 


XVIII. 


A. Dorer. St. John the Baptist and St. Onuphrius, 8. 112. 


Facsimile of the impression in the collection of Mr. Gustav Mayer. 


The woodcut belongs to a series of saints, most of whom are either actual hermits or 
famous, like St. John the Baptist and St. Francis of Assisi, for a temporary sojourn in the wilder- 
ness. The date is probably about 1504. The second saint in this print has usually been described 
as St. Jerome, but he has neither cardinal’s hat nor lion, the distinctive attributes of the great 
doctor, and, on the other hand, as Thausing first observed, the garland of leaves round the saint’s 
body is peculiar to St. Onuphrius, a monk of the Thebaid. The latter, indeed, is usually 
represented in art with his body wrapped in leaves only; for his life, as related in the legend, 
was that of a savage, and one would not expect to find him in possession of a mantle or a book. 
Thausing pointed out the resemblance of the woodcut, especially in the figure of the Baptist, to 
two unfinished pictures by Durer of the year 1504, representing the same two saints, now in the 


Kunsthalle, Bremen. 


XIX. 


A. DURER. ot. Antony and St. Paul. B. 107. 


Facsimile of the impression in the collection of Mr. Gustav Mayer. 


This is another of the same series of woodcuts, about 1504. St. Antony, who is regarded 


as the founder of monasticism, had dwelt for seventy-five years in the desert, and had reached the 


age of ninety, when it was revealed to him in a vision that Paul the Hermit had served God in 


solitude and penance for an even longer period. So he rose to seek Paul, and after asking 
the way of a centaur and a satyr in the course of his journey through the desert, he reached on 
the third day the cavern near a fountain, in the shade of palm trees, where Paul had dwelt for 
ninety years. The elder anchorite was at first unwilling to admit him, but at length they sat and 
talked by the fountain, and presently a raven flew towards them with a double loaf in its beak. 
It had fed Paul every day for many years with a single loaf, and now that Antony was come, 
the portion was doubled. There was a difference between them, as to which should divide the 
loaf; but they settled the disputed point of etiquette by each taking hold of one half and break- 
ing it off. When Antony was about to depart, Paul told him that his own death was near, and 
begged him to return to his cell, and fetch the cloak of Athanasius for his shroud. As Antony 
was returning on his second journey, he beheld a vision of Paul's soul being borne to heaven by 
angels, and on arriving at the cave he found the hermit lying dead. Two lions came to dig his 
grave, and Antony laid him in it with the cloak of Athanasius round him, instead of the mat of 
palm leaves which he had always worn. 

The woodcut should be compared with the first sketch of the composition in the Blasius 


Collection (Pl. VI.). 


XX. 


A. DURER. Ot. Jerome in his Cell, 1511. 9B. 114. 


Facsimile of the tmpression in the collection of Mr. Gustav Mayer. 


XXI. 


A. DURER. The Adoration of the Magi. 1511. 2. 3. 


Facsimile of the impression in the collection of Mr. Gustav Mayer. 


XXII. 


HaNs BurGkKmalR. Lhe Virgin and Child. 3. 11. With a German prayer to the Virgin 


and the Signature of the wood-engraver, Jost de Negker. 
Facsimile of the impression in the Hofbibliothek, Vienna. 


Hans Burgkmair (1473-1531), son of Thoman Burgkmair, painter, of Augsburg, and a_ pupil 
of Martin Schongauer, was the most important of the Augsburg painters of the early sixteenth 
century, with the exception, perhaps, of the elder Holbein. He was one of the pioneers of the 


Renaissance movement in art which spread from Italy to Germany—especially from Venice to 


Augsburg—in the first decade of the century. He was a prolific illustrator of books, and produced 


also a large number of series of woodcuts, as well as single prints, on his own account, while he 
executed the lion’s share of several of the great works commissioned by the Emperor Maximilian 
to illustrate his own achievements and the glory of his race. Of these the “Genealogy” was 
Wholly Burgkmair’s work, while a large number of the designs to “ Theuerdank,” the ‘ Weiss- 
kunig,” and the ‘“‘ Triumph,” were also by him. These, like most of Burgkmair’s other woodcuts, 
were cut by the celebrated Jost de Negker and his school. Jost de Negker, who held a 
position at Augsburg similar to that of Hieronymus Andrea, Durer’s special wood-engraver, at 
Nuremberg, was a native of Antwerp, who settled at Augsburg, probably in 1508, and entered 
the service of Maximilian, though he found time for other work, and was evidently a printer 
and publisher of prints on his own account. He was still living in 1544, when he published 
a set of copies of Holbein’s Dance of Death. In addition to his full signature in the margin, 
Jost de Negker’s monogram is to be seen on the print itself, above the window. The same 
print also occurs (at Berlin) surrounded by a rich Renaissance border. There are two other 


woodcuts (B. 9, 10) from the same design by Burgkmair. All three are of great rarity. 


XXIII. 


Anonymous Augsburg artist, known as THE MASTER OF THE “ TROSTSPIEGEL.”’ 
The Emperor Maximilian I. hearing Mass. 1519. 3. (Durer) App. 31 
Facsimile of the impression in the ‘Berlin Print-Cabinet. 


The scene is the Imperial Chapel, in which High Mass is being celebrated, with deacon 
and sub-deacon in attendance on the officiating priest. The Emperor kneels at a faldstool to 
the right of the altar, and looks up from his missal to watch the action of the celebrant. 
The organ and choir occupy conspicuous elneze in front of the altar. A number of courtiers 
witness the ceremony from both sides of the chapel and from an elevated gallery to the left. 
The crowns and coats of arms conspicuously attached to a rod which crosses the chapel are 
those of the Empire, the Papacy (leo X.), and’ the. Howse of Austfia. The smaller arms, 
introduced as part of the carved frame of the altarpiece, on either side of the figure of Christ 
giving the benediction, are those of the Augsburg publishers Sigismund Grimm and Marcus 
Wirsung, for whom no doubt the woodcut was executed. The inscription shows that it was 
not published till after the Emperor’s death, which took place at Wels on 12th January, 15109. 

This rare print is a very good and characteristic work of the unknown Augsburg § artist, 
who is called the master of the ‘“ Trostspiegel,’ or of the Illustrations to Petrarch, because he 
produced, in 1519-1520, a — extensive series of illustrations for a German translation of 
Petrarch’s book, “De Remediis Utriusque Fortunae,” which was to have been published about 


1520 by Grimm and Wirsung, but did not actually appear till 1532, when it was published by 


18 


Heinrich Steiner, who had purchased the entire stock-in-trade of the older firm. A number of 
the cuts had already been used for some translations of Cicero published in 1531, and they 
afterwards enjoyed an immense popularity, and were reprinted again and again in various books 
published by Steiner at Augsburg, and after 1548 by Egenolff at Frankfort. 

The artist, who has a very strongly marked individuality, and only lacks a name, had been, 
till a few years ago, confused in every catalogue of prints with Burgkmair; while some of his cuts 
have been attributed to Direr and one even to Cranach. Anything like a complete and satisfactory 
account of his works has yet to be written, but he is now more generally appreciated as a very 
entertaining and original illustrator, whose peculiar style can be recognised at a glance. Almost the 
whole of his extremely numerous woodcuts seem to have been produced for the publishers 
Grimm and Wirsung at Augsburg during the short period, 1518-1523, of their joint activity. We 
do not know whence he sprang into this sudden publicity, or what became of him. At any rate, 
he seems to have produced no fresh work after that date. Only a small proportion of his cuts 
are of religious subjects, and there is no book to be compared with the Petrarch as a source of 
information about the daily life of all classes of German society in 1520, their costumes and the 
furniture and ornaments of their houses. Among his single woodcuts, the present scene from the 
life of Maximilian is as interesting as anything of the period. It shows the Emperor at a most 
characteristic moment, bent on devotion, but a little distracted by art, which. had an_ irresistible 


fascination for him in all its forms. 


NOTE. TO THE “FIRST SERIES, Nov XXIL 


There is another impression of Springinklee’s woodcut of St. Wilgefortis and the Fiddler in 
the Print-Cabinet at the Berlin Museum. Being a later impression of the block, from which 
Springinklee’s monogram had been removed, it had not been recognised as his work, and had lain 
among the anonymous woodcuts till the publication of the Durer Society’s portfolio. There is a 
third impression, also without the monogram and date, in the very complete collection of the woodcuts 
associated with the name of Durer formed by Oberbaurath Hausmann, and now the property of 
Prof. Dr. Rudolf Blasius of Brunswick. This impression has a fraudulent monogram of Durer inserted 


in the empty shield. 
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A. DURER. 


PORTRAIT OF A YOUNG MAN, 1506. 
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